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Music as symb ol, music as
;i;iacrurir: P o simo dern'
ot.:*"aern' ind modern
l"ttil.ii.t i" subcultural
popular muslcs
PETER MANUEL
Postmodernaesthet icshascometoberecognisedasa'sal ient featureofmuchffi ili::':'5i1l'#H5#l#';***1""'*ilff :I!:: ilil',1'ffi ,illi
cultures, may nave rr
the same time retalninfii* ," modern 
urrJ 
".r"r, 
pre-modern cultural discourses'
The syncreti. pop"ru''Lo'its t'eat"d by 
such sudcultures may reflect these mul-
tiple curturar ori"r.,tuii*, by combinir,g pori*oaern 
and more traditional charac-
teristics. rhus, ror 
"'i:"*r3, or".u ":"kl;;i'*p-ry1'i. :"1 l" 
seen to combine
postmodern t".},niq,ilr'5i-pJ*.f"r", Uri."iJg" ind blank.ironv 
with modernist
locio-politicat protesi Smilar eclecti.irrrrrlJ'iuf'o 
U" to"tta in tire musics of some
urbarr migrant 
"'bt"ltt""" 
whose 
'y'1"'"in 
i"Jtt' like their senses of social
identity, often self-consciously iuxtapos.e ". ""t"ui"" 
ancestral homeland traditions
with the most contemfJiary'cismopollt; ili;;;"d 
attitudes' Interpretations of
such musics *", .#ili;;ilFT1y ""ui""a 
appreciation of the distinct aes-
thetic modes which may to"*itt in the 
same work'
Mostoftheanalyt ical l i teratureoo-. , , l .andoncontemporaryaesthet ics,
however,hastendedtofal l intooneo{twodiscretecategor ie is, insuchaway
that the expressive ir".,i""* or ,rr.t-, ror*r 
of popular.music is not adequately
illuminated' One body of discussio^ *ouiJ;;;ptlttt 
tL" literature on postmodern-
ism in general, stressing the ahistori:1tf ;;;i;iJ"n:ltlt:"^"-'' 
and iionic detach-
ment of contemporaryuart, and in_ ro^".i"", 
poitraying postmodernism as an
;iil"';""':l:i*"3$i'"ffix**#*:ffii)11'*#"I'*'"'ff l;"1'"lH:1"1:
all senses ot Pre-n
narrative; much 
"i;il";";aor 
eur-ra.iluiJ-"r1i'r-yoturd is paradigmatic in this
category' A disparate categoty. of utufy'it' 
to-pii'ittg"most musicological ano
ethriomusicological literature, r,u, "*pio"rJd 
*or" traiitional forms of musical
meaning, includins;ffi;;;:;"* q";H;;"i 
uuJ'u't melodies' metres and the
like, and the ways'in wnlcn *ori"-fnr"r.iior't"u'"t " ""nltf" 
for and expression of
social identitv' whether these distino """riitti"nn':i l;liiXlill#o'f1",""
:J*"ffi#:l*'r'ff :ff ';::ffi:tll'ffJiff l fi ffi ;;ro'-"'or227
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meaning interact and coexist in several-forms 
of contemporary urban poputa: 
'1,music. Inthisart ic le lsuggestsomeofthecomplexi t iesthatareinvolvedinthe: l
studyofsuchmusics,fo.,iJl,'go,'-9.:particularparameter_musica1borrowing
in the context o, ,*o ,rru".rltuies: hiphop- ""J 
iolltrt Asian diaspora communit e'
A relevant and significant work i" t#';;;y 
it r!'q Gilroy's recent book T':' :l
Black Atlantic ('gg3),*ili.n offers a particularly original 
interpretation of the notio:: il
of modernity and *re rote of black aarporl 
ii,liur? within ii' Modernity has ofter
been identified with the Enlightenment 
unJ g".o-emerican bourgeois culture
in which scheme er,o-e-",lcia,' "ultu." 
*'"ra be regarded as marginal or aS a
pre-modern relic' ;;t-;; citoy i"'lgnif"lit 
utg"J" black Atlantic culture
(comprising evervtnffi. f';1 
'1""i.:::* 
;;i;-aiclan immigrant communities ir'
Birmingham; has con#tuted. a central urpJ 
tf modernitY' iust as Enlightenmen:
ideology was usecr ro legitimise tlil^:?..^:J1he 
great European parliament house=
*",",lu,raisedbvcoro-niar?lt'::::?:i{*lfi*il#'ff 5il.i"|"ffi :lit#Jl
:$::l;l'*:1"i"il:l?:;yJ:::i?#&"F"':.+g1""""'""'lmoderni'lr
criliquing its hypocrisi"'-f'o"t without and 
within' and using pre-modern as l'r'el
as origlnal u,,a Uo"o*la Western elements 
to create a new and dynamic express-
t"" 
"*r;.ff;,s analysis is devoted primarily to a reassessT:ni 
of the notion of moc-
ernity rather tftu'"' po'i*odernity' ffo*"'i"'' 'L*'ut 
of his themes and argument:
are of direct ,"r"rrur-rl" ?o'in" ,"uj"" or tr,ir uttl.re' 
First, Gilroy stresses the interac-
t ionandoverlapofmodernu,- 'dp,"-*odernaesthet icsinblackdiasporamuslc.
showing how this ;;;'1;p' and the t"";;li;t 
oft-noted:acial'doubleness' are
sources of unique 
"#r5fio*", 
ur.ra rritality. Further, Gilroy offers a nuancea
exploration of the #;;;i;': ocation'both 
of diu'po'u-tommunities and of music
genres like reggae, that constitut", u p,".o,.,Jition?or 
the flowering of contempor-
irv subcultttut 
""p'"1'i""-t"ft"* 
it n'ituit and elsewhere' Gilroy also extends
his discussi"", h#";;;;;;tiletic"U'; 
; ihe interaction of south Asian ana
west rndian di",#;:;,,i;;;il;; i;;;B;i;"* 
and their svncretic musics' Ir
this article I wish,;;;rth;;.tend such iin", 
ot analysis, emphasising the presence
and interactio"t tf;;;ild;; ".' 
*"n u' ,,'oaern and pre-modern aesthetics' 
as
ilustrated uy rrru.Stirrrui *.rrr.ur appropriation 
and rearticulation'
one catalys, ,i ,n" n"*"ri"g fr i"r,-raernist-influenced 
popular muslcs
has been tt 
" 
,pr"ui o?,n"-r^"r, ,ri"aiu'u* the concurrent 
proliferation oi medla
codes in recent a"ii"r. Wf.if" tf-ro f",u, "*i"na"a 
the reach of hegemonic marn-
stream media d;;;;;;;, i il, at the"si;e-ii-" ""uUred 
local' lower-class anct
marginal p"opt"r; make their voices r-t"uta 
as never before' Media consumeri
*o,id*id"".""o#"^f ;ill1io^:1:'fi'1si"l1*ifJ;t,'J:1:ilffi :ff il:
diverse cultures, subcultures and ePocns: 
t-Tj:.1''-;"""1J 
ir-t"ir own recogni-
been the growth ,r Jsr"", ur"ra aiurfora _communities, 
and thei l ru
tion - by themsetvls,-fo-p.rtur culture, ind 
the academy (e'g' ' Cliffor d 1992' Cham-
bers 1ee0) - 
"r,';;tft"#l"u*it"'"' 
#;;;;;; dght' 
'"'itn 
their own art forms'
distinct senses of identity, an. in r"*".; ".or"rorii" 
and political clout' Relatei
tothesephenomenau,"th"", , ," ,g", , ."ofc, is, . ,ossingec.onomic,demographic
and media networks, the tendency fo, ir',airrlauals 
and' giot'p' to form fragmented'
multiple iaentities)uJ;;;p.J"a""i"la-"g; of 
c.r'itrrrul borrowing' appropri-
ation and ,yr-r.."ii. 
".oss-fertitisutior'r..-,q, 
t inau argue, the appropriations and
resignificatior.,, oi'i'l'r"."r1;;;"" rrU.rti.rr", 
thems6lves embody their own com-
: aesiltetics itt subcultural popular musics 
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plexandofteninternal lycontrad, ictorySenSeSofsymbolandsimulacrum. 'These
expressive *o't' ut once celebrat" 
*"1";; ;J""'Jut'l''gtessness' playand 
nostal-
gii, pathos ^^ali"i"'"i''-in u'v'ltr'"'lt1fiat 
goes *"'n gfi:ff;f;ilnifft1:i;9'
matic dualitl"' oili'ualtion andlnnovation" 
or'commercrt
Theessent ia l featuresoipo' t" 'oJ"* i ' *havebeendiscussedinsomany
publications tr-,"it*r.,"r" i, ,ro ,r""d t";;it";;i" 
them at length here' we may briefly
note that us a r,isiorrcal condition, p;;;;;"rnism 
is related to such features as
the penetration of :lPit{' t"11"-lltt"tion 
and the mass media to all aspects of
public and private life; the or,a"r*ir',il-ti"of f"iin .in 1e]lgious 
or historical meta-
narratives(teleologicalMarxist-Lent*'*bourgeois.positivism);andanewsense
of the subjectivity of all huma" "-p;;;;; 
(erigendering/ among other things, a
crisis of ,"p."r#ulion in ,cnotarrti!1. 
fortr.rolgl art reflects these epistemolo-
gical and 
-"*r;Td;g;Itiri.*1r,ii;;;;i-difference, 
its exaltation of images'
surfaces u"o 
""i'tll'u'it' "tt"ttit 
#t"g;;'litt'":u]"^l' and its denial of histor-
icity, morat i"ig"*"i"ilrm ^r,d 
*.ii-Etiuri{ *"i" 
_specifically, 
these features
algexpressed thiough celt|n typicai aesthetic devices, 
which have already become
c1ich6s,pu,tr""iu'rvlpi:'trf :f::tiiil;"11,xg5;:,*::;Xt:lgi5j;efi ;
L",:,",ff,tffi :'.';i'#':i,1H""1'1::T:;ilL#'r'J-T*,il:?::il"ill,y*o
parody, subjecting afdiscourse to ur'r'uri"rr'raiely deaapan 
or grotesque irony' and
negating (unlike 
-modern or pr"--oJ"r^ paiody) u"y imititit perspective 
of
he ilth+' normali3"d 
ub o""' s ome write* YI". ::11 :*' i-' :-::t::t#Jmo 
d ernism
as an all-encompassing condition "^J*rrra"iew, 
while otn"ts, more accurately'
have recognrrl'0"*#ti.o"oiro ""a;il;; 
ith other.cultural attitudinal stances
taside from Gilroy 1993' see'."-g'' ;;;i;;;" 
tsgo' pp' a66ft')' Accordingly' much
of contempo.ary husical activity .anf;; 
;"" u" t""" as a deliberate nostalgic
rejection 
"r 
rn"'pir*"i"rr, cor.aitioi;;-;;;"tof preferences 
for (or attempted
rlight into) 
""rir5 ""J 
perceivedly;;;;r';;;cial styles, from Mozart 
to Irish folk
rnusic. Postmod'ernism in this senle is 
u",t ,,,.d",siood as a condition which 
in
some way i^f;;;;;h; developed world' 
and as an aesthetic mode which is by
now familiat L"o"gtt to be widely.exploited'
while Americ-an postmoderni;;;;J;"" 
described as a condition archetyp-
ically charac,";il;iiourg"ois b;;;;;-"ts, 
idiosyncratic forms of postmodern
aesthetics also characterise the ptfrif* t""sic 
of ceriain lower-class urban subcul-
rures. such musics generally ar ,r"t-"it ruliihe 'arefied 
and relatively 'pure' forms
of postmod";H ?;;; i'" th" ;;;il;i 
artists like Godard' warhol or Cage'
!1iordi,,gtv,'il;;*pi:'.:i::,*"Lf 't:f il"i:nT"Ji,?:i'"*J:i#TfJiffi i;
:'.";:,T"':,"1ff "fi 
"'"T:5'XT!ixli'*ii*i";'**.'":::ilff 
:ffi T:Jffi ;
#lf :ilf ,;;lil*ll";11"";i5:1,ff I'J"f,ilililllcultureconsumer/andthat
;onstitutesapreconditionforco**iitiott"t:1"-lilltandhumour'Nordourban
proletariatsandlumpenproletaflatsexistinaworldofpost-scarcitybourgeoiscom-
rort, free to regard all historicai-t"t"otogies 
(e.g;l religion' political causes) as
archaic and implausible. Rather, ,"u."ri"?", 
ur" 6ft"" u6ttt inio struggles against
noverty and diicrimination, l^ *"r'ti.r', trte 
reconstitution of a sense of personal or
i ;ollectiv" "''ui""'it'lty 
is not 
" :-T";ip;;tt'it' 
uot'*ttter an urgent task crucial to
& nsychic 
"'*it'ut' 
I\'io'"o""" t"bt;it;;;;' including the two 
discussed in this
&&
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art ic le,oftenretaincloseideological ,ge.nealogicalTdg:?q'uphical t iestopre-
modern cultures, *i,"tf,", ir-, theTorm o-f links 6 third world 
homelands, or recent
histories of poverty 
""J-*tuf 
marginalisation. Accordingly' as Gilroy has illus-
trated, diasporic ,rrU*iirrr", may bJ inclined to retreat into 
pre-modern traditions
andatt i tudesbecauseoftheirassociat ionofEuropeanmodernity(and,byexten-
;;;;;ilodernity) with discrimination and oppression'
In otheruerpect',-however' urbal aiutpo* subcultures 
can have marked
inclinations to*urar'iorr";";; attitudes anld aesthetics' 
Some aspects of such
inclinations have been explored in greater depth elsewhere 
(e'g', Chambers 1987 '
1gg0); here we may note a few salient facto'rs. Urban subculiure members' 
like
all modern city-a*"1i"", ut" 
""'ou1d9d 
by mass media images' most of which
represent the hegerno"ni. air"o"rr" of the J;minutt culture. 
The alienation of the
poorandmarginalfrommainstreamsocietyanditsdiscoursenaturallyenhances
ihe tendency for such individuals to regard such media 
content - be it advertise-
ments, news featur"' o' 
-"todramas 
uit"J ut bot"g"ois audiences - as so much
duplicitous ur.ra *"rr.,ir,gless junk. Sucn_ meJlu discoirse often can acquire 
subctrl-
tural signifi.ur'." o"it?';;;J;;i;J""a '*vtr"d 1".:t"il'."e-bricolage' 
as subcul-
tures constr,r.t ti 
"t. 
yo*r, 
;;;;;;t;d s"r,s" of identity out 
of imagetial obiets
trouodes,be they a'"" toa;" or musical ttttit Punk 
rock subculture' as described
by Hebdige (7g7g) ur.,J Cnu*uers (1g87iir"pr"r"r,t, one classic example 
of this
form of subculturall"rig;ffi.utlon.'However" the search 
for and construction ol
social identity is not ne&ssarily u po_stmod"rn pursuit, 
but rather may be a basic
strategy in psychologit"l 
"J"pt"l3" 
Utlt of postmodernist.aesthetics can be seen
as strategies and infredients in, the construciion and 
rearticulation of new sorts
of meanings and i;il t,t";; rather tr-,"" "r 
totalising ends in themselves' such
contrad.ictio., 
"r.";;';;; 
clearly ir", footi"g at sp;cific features of subcultural
musics.
Modern and pre-modern forms of musical borrowing
Thepostmodernityofmuchcontemporarymusicalcreationandre-creationstands
out most clearly in contrast to moderrr'ur1J pt"-*odern 
aptrroaches to music l
appropriation. As I *i11 di'"'l" below' fostmode'n elemenis 
in music can also
coexist with mooern and iraditio.rut 
"t"rriurrtr, 
even within the same song, invol-
ving compl"* pro.""* of tod"-switcni"ionilt" p:lt-:-l-llllistener' 
Thus' while
modern urra pru-^oJ* modes of makin[ and hea]ing music are obviously 
related
to particular r."dJ;il;"ilt1u"a ttui"t of 'otio-ilittorical 
development' the'
are best understood in this context u, tJft"r""ting 
attitudes which can and do
coexist and interact, just as a typical bt; il;;"r', iecord collection 
might include
Madonna, Bach, phirip Glass, nurri sriurt ur, una voices 
of fhe [New Guinean]
o""f6tln^the 
rearm of modern and pre-modern musics, it is useful 
to distin-
guish betw""n ,*o types of 
"'ea"i"-g"-hich' 
although never wholly discrete'
differ signifi.ur,,ry'"r'Jol'''"-iitr"V"t irql6' pp' 1'-3) has,iategorised 
musical mean-
ing as either ,"*bodi"a' or 'ieferentiui'] "R"f"r"ntial' meaning, 
or referential
aspects of *usicut Leu'ti'tg' would to*p'i'" the senses 
in which music's signific-
ance is tied to its more overtly extra-riusical associations 
with such entities as
rituals, religion, 
''u'io'"turi""' 
specific ;:;;l;t' personal memories and the like'
,Embodied,meaningismoreabstract,,"'-iai"ginsuchmattersasthetensionsand
,]
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resolutions created by the ebb and flow of melody, thytlP, 
harmony' timbre
and their interrelatior{rht;;.-a .ertain levels, of course, all musical meaning 
is
referential, as even ,f* tl"t, perceivedly abstract pieces (e'g', Beethoven string
quartets) depend 
"po" ""a 
rehect stylisiic aesthetii norms conditioned by social
liistory. Nevertheless, the distinctions, with certain qualifications, 
remain useful'
;;;-"i" particularly essential in understanding musical appropriation'
Thus, for 
"""*pi", 
*"ch musical cross--fertilisation is intended to convey
referential meaning 
-ff '"rrot irrg various extra-musical associations' The use of
regional, folk-derived melodies in rlork.s of Dvoidk, Glinka, Mussorgsky, 
and
othernineteenth-centurycomposerslsanobviousexample;whilethesemelodies
and their treatment havl their own intrinsically musical (1'.e.1 embodied) express-
iveness,theirusagewasalsointendedtoconveynat ional ist icsent iments' Inthe
realm of cor,tempo,a'/ pop"f"t music' similar examples abound' 
The flamenco
guitar introduction to'the boors' 1960s song 'spanisir Caravan', 
for example, is
clearly meant,o 
"rrot" 
l*oti" images of spaii, us do the lyrics. on a more general
level, it has often been argued that the entire interest in and appropriation 
of blues
styles in early rock 
""r,.#" 
(especially gloupt like the Yardbirds and The Rolling
Stones) was animat;]; ; furg" a"gt"J fy ift"_ 9*9d.1 hedonistic and countercul-
tural extra-musical associationi of blues ut a of Afro-American subculture 
in gen-
eral .Thecontemporarymarketfor 'wor ldbeat" f romreggaetoZuluchoirs ' is
undoubtedly invigor#d by these musics' aura as somehow authentic 
and uncon-
taminatedbycommercial ism.Thus,modernmusiciansaswel lasl istenersdraw
in their tastes from ; ;bb;tprol of styles, partly in.accordance with 
the idiosyn-
cratic an4 multiple so".t, of socio-muiical'identity they choose 
(see Slobin L992'
oo nnfil;r^atively, 
musical styles and elements.are often bor-rowed and' cultivated'
for more abstract values, in contexts where their extra-musical' 
referential associ-
ations are intendea t" il" r"tgely irrelevant. When 'lazzmus]cians play-a-song.in
bossa nova rhy*rm, ihey Jl;y not be intending to call forth images 
of Brazilian
beaches, but perhaps urJ *"rlty providing alteriratives to songs in 
swing rhythm'
Similarly, when North Indian ciaislcal *.ii.iur,, borrow rags 
(modes)like Kirwani
and vachaspsti fromT]ne compatible, but distinct, south Indian system, they are
not trying to evoke imJg"t o? th".South (e'g'' its palm trees' coconuts and dark
women), but ratherare #ndering these modJs q"tury f.or 1tre11 'embodied'values 
-
their use of lnteresiing scales ,if,i.f, are not iottti in traditional 
North Indian
music. Likewise, for the contemporary poP m9si19n t?g?u"'samba 
and salsa
rhythms muy ofter,"be 
"tifir"a 
p,rrity.fot tireir embodied, abstract musical qualities'
rather than for their referentiai associations; indeed, these rhythms 
are arrayed on
thesynthesirerpa, 'e l l ikesomanyhuesonapal lete 'andneednotbearany
particular ro.ro-*..rrl"uiluggug" 1lult t'e luggage tag, perhaps)' such distinctions
illi#""" 
"-r"oi"i 
u.a r"i""rJr-,uut forms of"irr"sicul'borrowing also find eara|]els
intheattitudesofmusiciansthemselves;forexample'lf"orytwoAmericanguitar-
ists who perform flamenco, one of whom is motivated by a fascination 
with gyPsy
subculture, while the other merely enjoys flamenco for its interesting tonalities
and rhythms.
Aswithcategoriesofembodiedandreferentialmeaningsingeneral,itwould
be a mistake to over-dichotomise these forms of borrowing, as they 
may naturally
overlap, coexist urrd irrtutu"t in a variety of subtle and complex ways' 
depending
on such factors as performance or media context, authbriat intent, 
and the
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listener's own background and temperament. In this article we need not get
bogged down in such complexities. We should note, however, that all the afore-
me|loned forms of appropriation are modern or pre-modern in the sense that the
borrowed elements or ityles are woven into the fabric of the host genres, which
retain their coherence and continuity. Thus, for example, when North Indian musi-
cians play South Indian rags, these rags then effectively become part of North
Indian music, losing their foreign character. Similarly, the intended effect in
Glinka's use of folk melodies is not that of pastiche, but of enrichment and nation-
alistic evocation within the contexts and general stylistic parameters of European
art music. Furthermore, both embodied and referential affect constitute musical
meaning in the sense of being emotionally expressive. These features, although
perhaps obvious, stand in contrast with postmodern forms of musical borrowing,
to which we may now turn.
Postmodernism, protest and hiPhoP
In the later 1980s the group M.A.R.S.S. produced a massive hit entitled'Pump up
the Volume', which constiluted a sort of hip-hop landmark in the use of sampling
techniques, and also contained some quintessentially postmodernist features. The
song employed more than thirty samples (dlgitally-reproduced excerpts from prior
.u.o.-taitrgt;, set over a steady disco rhythm, interspersed with a vocal refrain (itself
a secondlhand sample). Towards the end of the song, a Passage of synthetically-
altered (audibly accelerated) Arab singing is heard over the steady beat, matching
the tonality and rhythm of the song. Those familiar with this song, or with others
like it, should t"udily be able to hear that the sort of borrowing that occurs there
differs from both kinds of appropriation described above. First, the Arab singing
is clearly not meant to evoke images of Arabia (camels, deserts, dark-eyed women
behind beaded curtains, etc.); itJaccelerated artificiality makes all the more clear
that it is to be appreciated more as a quirky simulacrum than as any sort 9f res91-
ant symbol laden with referential meaning. Secondly, unlike, say, Glinka's 
-folk
meloiies, the Arab passage is not woven seamlessly into the stylistic fabric of the
piece, except insofai as the entire song itself can be regarded as a pastiche. Rather,
ih" 
"*pr"ttive 
meaning of the Passage's incorporation derives precisely from its
audiblf difference, its clearly foieign origin, and the synthetic artificiality of its
acceleration. The excerpt's overt sense of otherness prevents it from assimilating
smoothly into the tottg't texture and generating 'embodied' meaning' In these
respects, the aesthetic here is quintessentially postmodern, involving neither
emtodied nor referential meanin g, but instead revelling in a certain sort of
meaninglessness.
V]e.R.S.S.'s 'Pump up the Volume', although not a rap song, fypifies the
kind of postmodernist ;cuf 'n' mix' collage used in hiphop accompaniments,
created 
"ith"t 
by digital sampling or manual juxtaposition and combination ot
records by disc jockeys. While musical accompaniments to many rap songs consist
of simple ,"p"ut"d ru*pr or merely drum beats, others include a variety oi
,umpled exceipts whose ,trug" is archetypically postmodern. Readers familiar with
,up ur" well acquainted withiuch practiles, which have been extensively discussed
by scholars 1e.g. Rose 7994, ch.3; wheeler 1991). Here it may suffice to point out
some of the moit typical techniques, which have become trademarks, if not clich6s'
of hiphop postmodernism, just is have video monitors in the realm of performance
art. il4any^of the sampled riffs used in rap exhibit in one way or another their
Aesthetics in subcultutal populat musLCS
233
S
S
g
D
,e
1e
[S,
of
:  
-+lDr
of
ith
ied
out
16s,
nce
heir
artificiarity as media-derived, mechanicarly-reproduced 
simulacra' A tvpical device
is to use a suns * ';0";;;;;;s" lh"'+;tJ;;lv-;""'" 
dieitailv 
-decelerated
or acceleratea, u' i"'fJ'i"io $;;;*"':"oil;;h; 
lampte coisists of a guttural
srunt or cry, provroiG;" effective..ana 
iir."t""trv ironic.contrast between 
its
iiscerally organic, t"*1" *igin and lo 
*""rtt*.ar reerlllL,c-t]on' of the innumer-
;;"ff ".?"',,il:i:t'":::ll'l;i;#mini:lfmgml*"'x*':"1'*!.whose background rt
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social reality, is grounded in the experience of black Americans; the processes of
bricolage and appropriation can be seen as part of what Malcolm X called the
'incredibly difficult' process of constructing history and identity. Meanwhile, the
rhythmic intensity underlying and unifying the collage represents an affirmative
form of resistance by suggesting dancing through adversity. Further, appropriation
and sampling can constitute forms of homage (e.g., to fames Brown) or overt
parody rather than postmodern pastiche. They similarly can be seen as reples-
enting an empowering mastery over technology, a critique of science using
techn-ology itsilf, an attempt to deconstruct dominant-culture discourse, and a
reconstruction of oral history via neo-traditional 'signifying' (Wheeler 1991" p. 199;
Chambers 1987, pp.7840; Gates 1988, p.771; Rose 1994, ch.2,3). Thus, for
example, when Redman digitally mangles a news monologue about the 1992Los
Angeles riots (on 'News Break'), the effect - for this consumer - is not to trivialise
thelpheaval, but to comment on the artificiality of bourgeois media discourse and
contrast it with the rage and desperation of black street culture'
The point that I wish to stress is that the postmodern and modernist elements
in this artlorm, rather than being in conflict or awkward coexistence, are integrally
related in a coherent expressive framework (and, most palpably, in a driving rhyth-
mic framework). Similirly, as Rose (1994, pp. na) observes in her critique of
Willis, rap's postmodern elements cannot be regarded as negative contradictions
which it iould or should shed; rather, they are central to rap's aesthetics. Indeed,
just as Gilroy and others have stressed the expressive power derived from Afro-
diasporic arts' doubleness, so is rap's combination of modernist and postmodern
techniques a source of unique vitality and resonance.
et tne same time, the relationship between the two sensibilities is often fluid,
complex and contradictory. From one perspective, it may seem that postmodern
techniques are being used to express predominantly modernist themes; but on
anothei level, the entire cycle of production and consumption is animated by a
conceptual and socio-historical postmodernity. The synthesis of distinct yet inter-
dependent aesthetic approaches parallels rap's idiosyncratic combination of orality
ur,h nigh technology, ind the rap audience's simultaneous immersion in postmod-
et., 
-ediu 
culture and its intense struggle for social dignity and material survival.
As Gilroy (1993, p. 58) and Rose (1994, p. 24) have argued, it also reflects the
inherent contradiitions in rap's attempt to critique modeln society both from
within and without.
Postmodernity and pre-modernity in south Asian diaspora music
Migrant and border cultures have acquired an unprecedented degree of import-
ance in the late twentieth century, in accordance with their increased size and
number, their access to and use of the mass media, the enhancement of transport
and communications technology, and the related ideologies of multiculturalism
subsequently now entrenched in the developed world. Some migrant subcultures
share features of Afro-American urban subculture, including socio-economic mar-
ginalisation and alienation, histories of colonial and neo-colonial oppression, and
rl*ilut ambivalences towards mainstream media culture. Whether or not they
share the oppression-bred antipathies to modernity seen by Gilroy in Afro-
diasporic culiures, migrants often have their own ambivalences towards modern-
ity, and they may have closer ties to pre-modern ancestral communities. In some
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ways, diaspora communities may have even more profound inclinations towards
a sense of postmodernity in art and life. Migrants thus often find themselves in
the position of fashioning a new sort of eclectic social identity by u set of aesthetic,
ideological and political choices and rearticulations. The mass media often play
particularly significant roles in migrants' own senses of identity, in which the
ancestral fatherland may be represented primarily by mass-mediated entities like
recorded music. Both mainstream and fatherland media images have their own
sorts of associative depth, and their own sorts of perceived shallowness and
alienness. Images of the parental homeland may lack experiential referents in the
migrants' own lives, while at the same time, migrants may feel alienated from the
dominant culture and media discourse of their new homeland. Thus, both sets of
media images may tend to be perceived as depthless simulacra. Such imagerial
worlds, like global capital and the migrants themselves, can thus become in some
senses deterritorialised entities, embodying in their own way some of the basic
features of postmodernity. Thus, the migrant's sense of rootlessness and disloca-
tion, the natural tendency towards artistic bricolage, and the arbitrariness of some
of the socio-aesthetic choices made lend much of diaspora expression a natural
affinity with and tendency toward the postmodern. Naturally, such tendencies
may be particularly marked in the case of individuals who are doubly or triply
diasporic, such as Indo-Caribbean migrants to North America.
At the same time, it is worth reiterating that the migrant's search for a sense
of identity, like that of modernising societies in general, is not necessarily a post-
modern process, but one which synthesises traditional and contemporary subject-
ivities in an often profoundly emotional manner. The syncretic popular musics
cultivated by such communities often exhibit such contradictions with particular
clarily, combining pre-modern folk elements with the latest mainstream pop styles
in a self-conscious and often deliberately ironic sort of eclecticisrn.
We may take as representative some of the contemporary musics created by
the several million people of South Asian descent currently living in the Caribbean,
Great Britain, the USA and Canada. South Asian migrants have been sources for
some of the most creative postmodern artworks, from Salman Rushdie's Satanic
Verses to Srinivasan Krishna's Toronto-based film Masala. An overview of the pop-
ular musics of these internally diverse communities is beyond the scope of this
article. In terms of their contemporary urban popular musics, however, we may
note a few particularly prominent taste cultures. Migrants of Punjabi descent con-
stitute an especially large, dynamic, self-conscious and musically active group,
whose members are spread throughout urban Great Britain and North America.
(Many such Punjabis are doubly diasporic, having been dislocated by the partition
of India and Pakistan in 7947.) Punjabi migrants have created their own sorts of
exile identity, reconciling traditions (real and 'imagined') of the pre-modern home-
land with contemporary Western culture. The emergence of pop bhangra as a
syncretic fusion of Punjabi folk elements and disco/rock rhythms and instrumenta-
tion, has been a fairly predictable phenomenon, currently enjoying widespread
popularity in South Asia itself as well as in the diaspora (see Manuel7993, pp.
177-83; Banerji and Baumann 1990; Bauman 1990). Pop bhangra's combination of
synthesizers and dholak barrel drums, and the easy blending of bhangra rhythms
with those of disco and reggae, thus parallel similar syncretisms in other non-
Western pop musics. The coexistence of Punjabis alongside West Indians (of both
African and Indian descent) in places like Birmingham and Bradford has led to
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more eclectic sorts of musical cross-fertilisation. The 1980s and early 1990s have
witnessed the emergence of 'bhangramuffin' substyles, synthesising Punjabi texts
and folk rhythms with Jamaican reggae/dance-hall/raggamuffin declamation style,
and also incorporating elements from rap and Hindi film music, and other ingredi-
ents randomly cannibalised from the global style pool. Thus, a 1992 Bitmiylte
cassette by Bally Sagoo boasts of its 'classic Punjabi folk songs in true ragga style' ,
and indeed features traditional songs like 'Hey JamaTo' set to a variety of rhythms
in different club mixes, together with dance-hall verses in thick Jamaican patwa.
In such contexts, as Gilroy notes, reggae rhythm is easily detached from any
exclusive association with ]amaica, becoming instead one more international style
(Gilroy 1993, p. 82). Even thick Jamaican patwa becomes effectively deterritor-
ialised when juxtaposed with Punjabi-language refrains for an ethnically-mixed,
UK-based audience.
Enjoying considerable popularity since 7992 has been Punjabi-Birmiyite
rapper Apache Indian (Steve Kapur), who has fashioned his own idiosyncratic
fusion, singing, in dance-hall style, English lyrics which self-consciously mix
Indian, British and Caribbean images -'mix up the Indian with patwa', as he puts
it. Kapur's lyrics are light rather than profound, and on the whole are not devoted
to any particular explicit message. While it might be fruitless to over-analyse them,
it is worth noting that they exhibit a relatively consistent postmodern flavour in
their non-judgmental presentation of Indianness in a distinctly un-Indian musical
style. Some songs deliberately juxtapose Indian traditions, for example, the
arranged marriage (in a song by the same title) with contrasting Caribbean expres-
sionslan Afro-Caribbean giunting 'Me want girl!' in guttural dance-hall style).'?
While Kapur's references to Indianisms occasionally border on caricature, on the
whole they neither lampoon nor celebrate, but rather foreground a syncretic,
depthless Indianness in a neutral media space, wherein all cultures seem like
two-dimensional entities. Indeed, the concept of 'India'in Kapur's lyrics is consist-
ently and self-consciously shallow, reduced to jumbled lists of familiar foodstuffs,
personages, and stray Hindi and Punjabi phrases, garbled together with ]amaican
patwa and intertextual invocations of other DJs:
Me bring a brand new style upon the island, fe the black a fe white and fe the Indian . . .
Now me" sit down pon tire vdrsion like a crab pon the sand, like the vindaloo curry and
me two papadum, dem a ball fe Apache Indian,-me say ek, do-, ti1, me.say char, panch, chhe
. . . Nuf? DJ dem a have a fe dem own stylee, some a wa da dong deng some a come a
come follow me Now me know one gal dem a call Rani, pon her forehead now she
have a bindi, and round she waist she haie a sari, and anything she say she have fe ball
after me, Ragamuffin Indian Apache . . . ('Chok There')
Kapur's postmodernism is particularly overt in the associations - at once rich and
aeptntesi - of his sobriquet, made explicit by his references to dub rapPers Super
Cai lalso known as Apiche) and Apache Scratchie, Caribbean Arawaks, and, of
course, Native Americans - the one sort of Indian Kapur is not' Finally, the 'cut
'n' mix' aesthetic spills on to the cover of his No Reseraations CD, which is a typical
postmodern collage of map fragments (India, ]amaica), IuPee notes and |amaican
dollars, and old and new colour and black-and-white snapshots'
On one level, such syncretisms are quite logicat developments; Kapur himself
has stated that in Birmingham's 'healthy multi-racial musical scene . . it was
quite a natural thing' to start singing dance-hall, in a 'cross-style that refl9gls.a
multicultural background that most city kids like me grew up with' (in Jain 1993).
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d eclectic
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" 
;;:;;JJ"r. pur,i.n" *n"r" 
priyful nature is particularly clear
in its final *o-""t;, where the iuxtapot; 
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abruptly ending tT 
";;1'"+"lt 
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informants acknow-
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music as a postmoffi dt;] ;,"ti,h";;si signlficant 
expression of their own
sense of identity. similaily postmodern 
rt"tr*""":p9"ing to tndo-trinidadian Rikki
Jai's 'This noti too n1i;' #nitn',:*' 
t-t to"ft tnytn- iire sampled voice of a 
man
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oi;tit" - It Ranjit Sin*h - Name 
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Ranjit singh - nu*" - name - name - rt'h""ltisr"gl 
. . : ('" '\lat I do best is
to eat roti . . .,). Th; 
"ri".il' 
one of por*a""t blaik parodv, which 
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ih;, *t'it".Jui"tsar's collage uses
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-media discourse' Jai
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Conclusions
Inthecontempolaryworld,thereremaincommunit iesand.art formswhichare
almost exclusively pre-modern ", 
*"i1."' v"J-i"t'"utit-tgly' vi  he globalisation
of media, capital and migrant ,"r"t*ortJ, "ren 
the rnost isolated communities are
forced to engage with postmodernity''i"n 
io-" iusttlon' Such encounters may be
seen as humorous' or in some t"*' tn"y 't"y 
be explosive' as in the case of the
fundamentatirt ili;;i.;eaction to Rorh;il';'l!rt,"iii*tes' 
In the developed world
itself, postmoa""ti'- exists not "' " 
t;;il;;;;"iition'but as one distinct 
(albeit
increasingly p"r""ri""iiJeological,,aetir't"it 
l"a discursive framework which con-
stantly interacts *fif, i*Jf,roi and 
'modernity'. To some extent' these coexisting
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yet distinct cultural orientations can be seen in Raymond williams' terms as vari-
Lusly residual, dominant or emerging. Gilroy has shown how these orientations
are inextricably intertwined both i" tn" art forms of diasporic subcultures as well
as in the constitution of modern Euro-American culture itself' And if rap, as Rose
illustrates (1994, p. rVf is at once marginal and mainstream in character and influ-
ence, so is bhangramuffin extending its audience well beyond its core of British-
based south Asians. Further, it is a feature of postmodern society that individuals
themselves may engage in constant code-switciring as they-alternate between work
urrd pl"ur.rre, as thiy"flip television channels, uttd ut they listen to syncretic forms
of music. Moreover, as we have Seen, art forms themselves may function by com-
bining postmodern with pre-mo-dern or modern forms of meaning (and/or
-"u"?"jf"rsness). 
On one level, of course, the very coexistence of such discourses
within a si gle art work implies postmodernity as an underlying precorrdition; but
fort*oa"rriuesthetics, although undeniably important, 
may account for only part
'of tn" expressiveness of a given work of art'
A further investigati# of this subject would attempt to locate articulations
of such aesthetics in th! words of artists and representative consumers themselves'
However, the concepts involved - particularly the interactions of postmodern and
mod.ern aesthetics - are inherentllintangibte and recondite, and many arti'qts are
neither inclined nor able to articulate theii aesthetics in the terms of the academy 
-
hence, of course, the distinct functions of art and scholarship.3 In my own exten-
sive discussions with hiphop aficionados, I have found such sensibilities to be at
least implicit in listenerr" uplpre"iution of rap's socio-political messages, and their
simultaneous engrossment'in and cynicism toward mainstream media discourse'
interpretatior* oi such art forms must confront such complex and seemingly con-
tradictory sentiments and their rearticulations in popular culture. At the same
time, however, the holistic study of subcultural expres"jorrs should not reify the
usage of campy jouissance, but siiuate it in the context of the very-real subcultural
struggles for identity and subjectivity. From such a perspective, the interdepend-
ence of postmodern and more'traditional discursive realms can be seen to illustrate
how subcultures communicate, compete, conflict and contrast with other cultures
ir., tf-r" process of indigenising and resignifying transnational,cultural forms' Post-
modernism is at oncJ an un"derlyi.rg iottdltiJtt and an aesthetic vehicle for this
struggle.
Endnotes
I
1 I use 'simulacrum' in the sense of a media image
which has become a 'free-floating signifier' dis-
located from any specific real-world referent'
2 This song may have added whimsical resonance
(intentional or not) for black men from the West
lndies,  where Indian gir ls are of ten seen as
desirable because of their straight ('good') hair
and Caucasian features.
3 Published interviews with rapper Redman' for
instance, show him to be explicitly uninterested
in philosophising about his music, to the Point
thai he even denies - disingenuously, I would
say - that it has any social significance'
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